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This was, of course, just the latest in a protracted and seemingly relentless round of plans sociaux to affect French industry, as competition from cheap imports, relocation of jobs to countries with lower labour costs and the dominance of the stock market over other social and economic interests have combined to make manufacturing an increasingly difficult activity to sustain in France. Redundancies have often been met with violent or spectacular protests on these occasions. The case of Cellatex, a textile factory in Givet (Ardennes) hit the headlines in July 2000, for example, as workers carried out a threat to release into the environment highly flammable acid used for making rayon (See Larose et al. 2001 ). More recently, as businesses struggled with the effects of the recession in summer 2009, workers at the automobile industry supplier, New Fabris, in Châtellerault (Vienne) threatened to blow up their factory in order to secure funds for supplementary redundancy payments, while those at the Serta transport company in La Vaupalière (SeineMaritime) warned that they were ready to pour toxic products into a tributary of the Seine if similar demands were not met. November of the same year, as they engaged in a last-ditch struggle over redundancy payments, protesting workers set up gas canisters on the roof at Cormelles with a makeshift sign that read simply: 'Du fric ou boum!'.
As Sophie Béroud and René Mouriaux (2001, pp.162-4) have pointed out, these high-profile eruptions of social conflict and the spectacular forms of protest which often accompany them reveal an acute concern with visibility in the mass news media as the essential ingredient for a successful movement. But in the last decade or so factory closures have also been made visible through a growing body of cultural production across a variety of genres. Audrey Mariette (2005, p.654) , where a group of workers who discover one morning that their jobs are gone and their factory has been cleared out overnight decide to pool their meagre redundancy payments in order to, as they put it, 'faire buter le patron par un professionnel'. In the sub-genre of factory closure literature, François Bon's Daewoo (2004) , first performed as a play and then published as a novel, is probably the best-known work, but there have also been creative writing and theatre projects involving workers such as that which followed the closure of the Levi's factory in La Bassée (Nord) in 1999. A year after the closure of their factory and the five-month conflict which had preceded it, a group of former workers (all women) formed an association called Les Mains Bleues and joined forces with theatre director Bruno Lajara and writer Christophe Martin to produce a piece of drama, 501 Blues (2001) . While 501 Blues is based on the workers' own writings, a slightly different model was adopted in Romainville (Seine-Saint-Denis), where a professional writer was brought in to create a text based on workers' life histories, published as Notre usine est un roman (Rossignol 2008) .
Nowhere has this wave of cultural production been more sustained than in the The visibility and invisibility that I am concerned with here are relative rather than absolute. Taking a cue from the authors of La France invisible (Beaud, Confavreux and Lindgaard 2006) , I am using the term invisibility to signal not total disappearance, but various forms of marginalisation, occlusion and disqualification from the mainstream political and media discourses which play an important role in shaping public understanding of the social world. As the flurry of cultural production around factory closures indicates, the industrial worker has not entirely disappeared from view. Indeed, as Michel Cadé (2000) and Martin O'Shaughnessy (2007) have shown, there has been a certain resurgence in the portrayal of working-class France on cinema screens since the 1990s. This period has also been marked by a renewed attention to questions about work in the social sciences in France, with major interventions coming notably from Castel (1995) and Beaud and Pialoux (1999 Hervieu and Viard 2001) . The visibility or invisibility of certain social groups or forms of labour is thus by no means a simple reflection of demographic reality. In other words, it is not because there are no factories left that industrial labour is less visible in France; rather, it might be argued, the discourse that consigns factories and those who work in them (or used to work in them) to the past is itself one of the most common mechanisms by which a France ouvrière that does exist is conjured away before our very eyes.
Certainly, much has changed since the period when Fordism was at its height in France during the so-called 'Trente glorieuses' (Fourastié 1979 This régime of ultra-visibility has been rapidly dismantled since the 1980s, as both French industry and capitalism itself have undergone significant restructuring.
One feature of this has been an increase in the power of financial capital over industrial capital. The liberalisation of international trade and the financial markets has fostered a culture of 'paper entrepreneurialism' in which-in a context of fierce competition from low-wage industrialising economies--it is often easier to make a profit by speculation on the stock market than by producing goods (Harvey 1995, pp.161-3; Boltanski and Chiapello 1999, pp.19-20) . Filipetti, who is now a socialist député close to Ségolène Royal, has even been described by one journalist in L'Express as a 'rescapée d'une culture morte' (Karlin 2003) . While this language of class death registers a process of social and economic restructuring that is real, it does little to get to grips with the fact that the people who populated the old industrial order still exist. Indeed, one of the problems with this discourse is that in seeking to honour the past, it tends to present as complete and inevitable a process which is incomplete and historically contingent. In doing so, it consigns la France ouvrière to the past, symbolically erasing it from the contemporary social map.
Closing Down
A similar logic tends to operate in the news coverage of factory closures, particularly salariés' promised presenter Rachid Arhab at the top of programme, reducing the words that would be expressed by protesting workers to little more than emotional noises. To reduce words to noise is, in Jacques Rancière's terms (1995, pp.19-20, 43-4) , to deny the speaker the very quality that makes human beings different from animals and qualifies them as members of a political community: la parole. The fact that many Moulinex workers were women doubtless made it all the easier to cast them in such a role: although women constituted only a slight majority (54%) of those who lost their jobs (Roupnel-Fuentes 2011, p.25), they were much more likely than men to have been employed in low grade production jobs, and were disproportionately visible as victims, as journalists frequently turned to them for individual stories of suffering that would give the mass economic event a human face. All those called on to bear witness in this way in J'ai rendez-vous chez vous were women, while only the male trade union leaders (spatially separated from the women) were invited to offer a more political analysis of the situation. Even so, the women interviewed failed to fall into line compliantly with the account proposed in Arhab's leading questions: one paused with tangible discomfort when asked whether she felt abandoned and forgotten, before calmly replying, 'je pense à ceux qui sont autour de moi'-an answer that offered not a cry of helplessness but an expression of solidarity. 'T'en auras des choses à raconter à tes petits-enfants, camarade, tu leur diras l'histoire de Moulinex….tu leur expliqueras comment nous sommes morts' (p.151).
Combined with the universalisation of the mother's individual story that is implicit in the book's title, and the son's acknowledged desire for class-consciousness on the part of his mother, this might lead us to expect a rather nostalgic reconstruction of a mythologised working-class subject which has become difficult to sustain. But what is offered is something more complicated. For one thing, the female Moulinex worker, is a rather different figure from the men of heavy industry who have been the object of much of the memory work that has accompanied deindustrialisation. Indeed she is perhaps more representative than these 'hero workers' in two significant ways:
firstly, by the time Nicole Magloire was hired at Moulinex nearly half of the new jobs being created in French industry were for women (Noiriel 2002, p.213) ; secondly, Nicole's lack of identification with organised labour is in keeping with the comparatively low levels of unionisation, not just in France generally, but in this section of the workforce in particular. What Magloire's book presents is a less unified working-class subject, a sense of the gap that often exists between individual workers and organised labour and a subjectivity that is not ready-made but rather constructs itself through the text. From the faltering dialogue of the book's early chapters, a more sustained voice and a life story emerge through a narrative which is only semi-linear, composed as it is of remembered moments or fragments.
Moreover, despite being haunted by the 'death' of Moulinex, the text resists being read as yet another narrative of class death, and might rather be read as a story of the ouvrière's birth, or more accurately perhaps, her rebirth. Nicole's life in
Ouvrière is a journey from acquiescence to revolt. It is this acquiescence that defines her younger self and her early working life-'je répondais simplement: Oui, par intermittence...', she muses in the opening chapter, 'sans bien me rendre compte de son importance, cette chose qui se répète, on dit "oui" sans y prendre garde' (p.7). If she lives in revolt against her condition, it is a 'révolte sourde et différée' that manifests itself less in political action than in the drawing of everyday boundaries that limit the factory's encroachment on her body-unlike some of her colleagues, for example, she postpones the moment when she must don the overall and clumsy security shoes that mark her as a factory worker, refusing to wear them for the journey to work (33-4). However, the narrative culminates with Nicole in overt revolt as she 
